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IV.— F ATE AND GUILT IN SCHILLER'S DIE 
BRAUT VON MESSINA. 

The "dramatic guilt" or the "tragic fate" differs, it is well 
known, from fate and guilt in the common sense of the terms. 
Fate is the equivalent of blind destiny, or of the whimsical 
decree or the general envy or malice of the gods towards 
men. This Fate foredooms the victim to some crime which 
brings a punishment in its train, or to a wholly undeserved 
calamity, which the Greeks were fond of representing as fore- 
told but unavoidable. The ill-will of the gods had perhaps 
been incurred by an ancestor of the victim, but was wreaked 
upon the remote descendant to the third and fourth genera- 
tion. In this curse of the gods we may see a poetical 
conception of an hereditary evil. Or on the other hand, in 
heredity we may see a moderu and very real equivalent of 
the Greek decree of the gods, the " moira." 

Guilt searcely needs defini'tion. It rueans conscious and 
deliberate sin, entailing more or less logically a calamity as 
sequeuce and punishment. 

"Tragic fate" and "dramatic guilt" in a drama express 
the relation between the character and conduct of the persons 
and the calamity that befalls them. It is the philosophy of 
the catastrophe, the theory of the cause or source of the 
catastrophe, and may, in the case of blind destiny, embrace 
even the case when there is no relation between the conduct 
of the victim and the calamity that overtakes him. 

The last mentioned case, where there is no connection 
between conduct and catastrophe, constitutes a "Schicksals- 
tragödie," and it is not customary to speak of such a play as 
having any "dramatic guilt." Dramas of Destiny may be 
written with a pessimistic purpose of showing that there is 
no justice in the government of the Universe, that there is no 
connection between men's conduct and their fortunes ; or they 
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may be written with the design of showing the power and 
inscrutable wisdom of God and the impotence of man. The 
former was probably the spirit of most of the " Schicksals- 
tragödien" of the last decade of the 18th Century and the 
first decade of the 19th ; the latter may have been the motive 
of the writers in the case of a few of the Greek tragedies. 
It is not the purpose of this paper to pursue the history and 
analysis of the tragedy of destiny. 

When there is some logical connection between the conduct 
and character of the personage and the calamity that befalls 
him, we may speak of a "dramatic guilt." That trait of 
character, that course of conduct, that action or neglect 
of action which leads naturally and more or less inevitably 
to the calamity, is the "dramatic guilt" of the personage 
thus related to the calamity. 

The "dramatic guilt" covers all shades of responsible 
causes, from a simple error of judgment to wilful and de- 
liberate sin. At this latter end of the gamut direct ethical 
guilt and "dramatic guilt" become coincident, but at other 
points of the scale "dramatic guilt" does not necessarily 
imply moral guilt. There may, indeed, be various degrees 
of guilt or wrong intent, or the person involved by his 
"dramatic guilt" in the catastrophe may be wholly innocent 
of any evil intent ethically. 

To discuss with Aristotle the general character most suita- 
ble for a tragic hero would lead too far aside from my 
purpose. But it may be observed that Aristotle's exclusion, 
from the category of suitable cases, of the thoroughly bad 
man — if any such there be— does not ipso facto exclude the 
case of one who is deliberately and wilfully guilty of wrong 
in the action of the plot. A man otherwise amiable and 
excellent may fall into a mortal sin under strong temptation. 
Or, whatever his general character, there may be mitigating 
circumstances connected with his specific evil action in the play. 

The tragic guilt which consists of more or less conscious 
wrong-doing has always furnished the themes for much the 
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greatest number of dramas. The case of conscious guilt 
succeeded by a eonsequpnt calamity is more easily followed 
by the average mind and more fully satisfies the general sense 
of justice. 

The Greek dramatists were especially fond of dealing with 
a dramatic guilt that consisted in such unethical defects of 
character as impetuousness, presumptuousness, distrust, con- 
ceit, etc. 

Schiller, too, in his later dramas, made the dramatic guilt 
to consist in a subjective wrong or error : in Wallenstein, the 
dalliance with the possibility of evil ; in Maria Stuart, lack 
of self-control ; in Die Jungfrau von Orleans, the relaxation 
of a consecrated purpose. 

Let us proceed to examine Die Braut von Messina with 
respect to this same element, the dramatic guilt. And at the 
very start, we have to determine a question that does not 
meet us in Schiller's other dramas : who is the leading 
personage of the play ? Whose character and conduct have 
we especially to examine in connection with the dramatic 
guilt? 

As to the leading personage of the play, Schiller himself 
indicated by his alternative title, Die feindlichen Brüder, that 
he was somewhat in doubt whether this was Beatrice or the 
two brothers. Moreover, the part of the mother, Isabella, is 
quite as prominent and iraportant as either of these. Indeed, 
it might fairly be claimed that the real personage involved in 
the calamity is the ruling family of Messina, rather than any 
individual member of it. But if we consider only those 
upon whom the calamity of death falls, the brothers are the 
ones whose conduct we are to examine. Yet death is by no 
means the worst calamity, and it would be superficial not to 
recognize that the final condition of the sister, and still more 
that of the mother, is more deplorable than that of either 
brother ; " er ist der glückliche : er hat vollendet." All four 
members of the family are brought to grief by the series of 
events and situat'ons which develop the plot, and hence we 
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must examine in how far each of them has contributed by 
bis responsible action to the ensuing calamity. 

We discover directly tbat there are different degrees of 
responsibility for the various personages, and, furthermore, 
tbat there are various opinions of this responsibility expressed 
in the drama itself. 

From the noble final couplet alone, 

Das Leben ist der Güter höchstes nicht, 
Der Uebel grösstea aber ist die Schuld, 

it has been inferred by Heskamp and Hoffmeister that actual 

moral guilt and its punishment is the essential theme of the 

play, and Bormann has even gone so far as to attribute con- 

scious moral turpitude to every leading person : to Isabella 

in consenting to her forced marriage (adultery?), and in 

blasphemous questioning of the will of the Most High ; to 

Beatrice in violating the rules of modesty and propriety and 

finally in an illicit union with Don Manuel ; to Don Manuel 

in hating his brother and in this immoral relation with 

Beatrice; to Don Cesar for hating and finally slaying his 

brother; and, behind this, to all three of the children for 

being the offspring of an adulterous (?) father. 

But Isabella's lines, 2506-8 : 

Dies alles 
Erleid' ich schuldlos. Doch bei Ehren bleiben 
Die Orakel, und gerettet sind die Götter, 

show that the point of view just mentioned is not held by at 
least one of the leading persons. And furthermore a con- 
sideration of the final couplet in connection with the lines 
and the action just preceding suggests the plausibility of the 
notion that the Chorus in this utterance bas in mind only 
the conduct and death of Don Cesar : 

Erschüttert steh' ich, weiss nicht ob ich ihn 
Bejammern, oder preisen soll sein Los. 
Dies eine fühl' ich und erkenn' ich klar : 
Das Leben ist der Güter höchstes nicht, 
Der Uebel grösstes aber ist die Schuld. 
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It is Don Cesar who has just surrender«! his life. The 
only sense of Schuld which applies in this apothegm is 
" guilt," conscious moral guilt, and not, of course, " dramatic 
guilt. 1 ' Don Cesar is the only one of the characters who has 
committed an overt crime. His ethical guilt is indeed his 
"dramatic guilt" also. But surely Don Cesar is not the 
central personage of the play. And while his outward act is 
a terrible crime, it is done in the heat of misunderstanding of 
circumstances which, as he regards them, would palliate'if 
not excuse his guilt, and for which the conduct of others 
is to blame. 

It is true, no one eise performs or wills an act of deliberate 
wrong toward another within the limits of the play. But 
is there no unwisdom or indiscretion on the part of others, 
which induces the catastrophe ? 

If we have not been impressed throughout the First Act 
with the secretive character of Don Manuel, our attention 
is called to this trait and its probable evil consequences by 
the Chorus, 11. 954 ff. : "Aber sehr missfällt mir dies Ge- 
heime," etc. When once we have been aroused to this point, 
we may reread the First Act and discover even there that 
secretiveness is a dominant characteristic of both Isabella 
and her son Don Manuel. This impression is greatly 
strengthened throughout the two following acts. In 11. 
1450 ff., Isabella expressly emphasizes the quality as an 
inheritance in Don Manuel from his father, although 
she does not point out the fact that she, too, whether 
from contact with her husband or by birth, is prompted 
by the same over-caution. But both her sons recognize 
this quality in her actions, and reproach her for it as early 
as 11. 1292 ff. 

But if there were no other passage in the play to 
the same effect, one so explicit as Don Cesar's utterance, 
11. 2470 ff. : 

Und verflucht sei deine Heimlichkeit, 
Die all dies Grassliche verschuldet, 
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would be conclusive for the poet's purpose to throw at least 
a considerable measure of the responsibility for the catastrophe 
upon Isabella's secretiveness. 

However, this passage is supported by many others, in 
which the secretive course of the mother is recognized as 
unwise and as the more or less direct source of the calamities 
that befall the family. 

It will be found on closer examination that secretiveness is 
not merely the dramatic guilt of the mother, but that secrecy 
is the keynote and the very atmosphere of the drama. I 
have collected in the appended notes the passages in which 
the words heimlich, Geheimnis, etc., verhehlen, verschweigen, 
verbergen, Verstellung, verschleiert, Stille, dunkel, Verdacht, and 
other words of similar meaning occur, some hundred in all. 
A small proportion of them have no particular significance in 
interpreting the character of any person or action, though 
even these contribute to thicken the general air of secrecy. 

Viewed in the light of this darkness, even those points in 
the technique of the drama which have been inost severely 
criticised, the failure to say and do the obviously rational and 
natural thing under the circumstances, become less objection- 
able, if not even inevitable. Inheriting the instinct or trained 
to it, the mother begins by Consulting an oracle in Opposition 
to the one accepted by her husband, and follows it up by 
saving and secreting her daughter. Forced throughout her 
daughter's childhood to conceal her knowledge of the latter's 
existence and at the same time to maintain communication 
with her by stealth, having thus " practised disslmulation her 
life long," it is not so wholly absurd that she has forgotten 
how to face the daylight, that she delays bringing the daughter 
to light for some time after the outward and obvious necessity 
for concealing her has passed away. It is true, a person with 
another disposition might have found a hundred opportunities 
to allay the superstitious distrust of the father and bring the 
daughter to his arms in safety, or might at least have main- 
tained personal, face to face communication with her, but the 
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disposition of this woman is once for all secretive. While 
her course is happily not a normal one, he must have seen 
life in narrow liraits who declares it to be impossible. Isa- 
bella's conduct is not meant to be normal in this respect, eise 
there would be 110 " dramatic guilt." 

Don Manuel's character is essentially the same as his 
mother's. While he comes by it honestly from his father, as 
the mother points ont (l. c), he may have inherited a share 
of it from her also, or at least have received it through pre- 
natal influence. His stealthy visits to the cloister, his will- 
ingness to dispense with fuller knowledge regarding his 
mistress, his abduction of her without sufficient cause, his 
concealment of her in the city and leaving her without 
attendant, are again things — some of them — which a more 
straightforward nature, for instance Don Cesar, would not 
have done, but they are not even improbable in one thus 
endowed with a genius for the furtive. 

As for Beatrice herseif, the same instinct has been culti- 
vated in her, though it is manifested in the main only in 
passivity. Her one overt act of secretiveness, the visit to her 
father's funeral contrary to the wish of her lover, was 
natural enough, although she blames herseif severely for it 
and seems to have a presentiment of the fact that it was to 
lead to catastrophe. Her silence during the impetuous woo- 
ing of Don Cesar is exasperating enough to us who know 
how a few natural remarks would avert the calamity, but one 
who knows the hour-long cowering of the fledgling quail 
when affrighted will understand her behavior. 

Even the trying scene (II, 6) in which word is brought 
of the disappearance of the sister ; when Don Cesar rushes 
out before obtaining the indispensable information of her 
former whereabouts ; when Don Manuel, even after showing 
that he understands the need of this information conveniently 
goes off without it, and Isabella so conveniently seems to 
withhold deliberately the knowledge which she should hasten 
to impart, and yet, Don Manuel gone, imparts it so readily 
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to the returning Don Cesar — even this scene does not seem 
absurd if we bear in mind the dominant secretiveness of 
Isabella and Don Manuel. I conceive of this scene as filled 
with agitation. The half-hysterical inother may be excused 
if she does not immediately grasp the necessity of revealing 
a secret which long habit has taught her to guard automati- 
cally. And even without ß. Franz's suggested dash at the 
end of line 1637 : 

Verborgner nicht war sie im Schoss der Erde 

we may suppose that Isabella was really on the point of 
describiug her daughter's retreat when she was interrupted 
by Diego with his confession. This so occupies Don Manuel's 
mind with a more engrossing consideration that his final 
withdrawal without the necessary clue is intelligible. 

It is a notable point that the words signifying secrecy, etc., 
are wholly absent from the last 300 lines of the drama, after 
Don Cesar's declaration that his mother's secretiveness has 
caused all the horrors that have been witnessed. 

While the evidence seems to be sufficient to show that 
secretiveness is the "dramatic guilt" of Die Braut von 
Messina, and was so recognized by Schiller, it is not fair 
to ignore the fact that there are many expressions showing 
that the personages of the play regard their misfortunes as 
the result of a blind Fate or of a hostile divinity. Such 
expressions are found in the passages beginning 11. 24, 409, 
1226, 1551, 1695, 2085, 2182, 2226, 2441, 2487, 2747. Of 
course, this latter interpretation is not wholly inconsistent 
with the other. The characteristics of the father of the 
hostile brothers, as well as the circumstances that seem to 
impel the mother to her course of dissimulation, may be 
looked at as the product of a hostile destiny by those who 
regard all the world's details teleologically. It is in this 
light that I understand Schiller's remark, quoted by Böttiger, 
that it is " precisely in this closing of the mouth at the 
critical moment, . . . that the unevadable and demonic power 
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of evil-brooding destiny manifests itself most clearly." In a 
word, the two age-old points of view, of free-will and pre- 
destination, are represented in these two seemingly different 
interpretations of the catastrophe. And like all differences 
that turn on this dispute, they merge into one image if the 
mirror revolves swiftly enough. 

The attribution of the calarnity to an ancestral curse, 
which is also clearly expressed in not a few passages, notably 
fhose beginning 11. 964, 1695, 2400, 2698, 2797, attaches 
closely to the notion of destiny, though a destiny somewhat 
less blind and arbitrary. In the thought of the identity of 
family life, the suffering of a descendant for the sins of an 
ancestor was not so utterly unjust as in the case of suffering 
"snowed in from without." Yet here too the execution of 
the curse depends upon the endorsement of the gods. We 
are probably not warranted in suspecting here, for Greeks or 
for 18th Century Germans, the subtlety of an alteration of 
character induced by the working of a knowledge of the 
curse upon the mind of the victim. 

The victims of the catastrophe in Die Braut von Messina 
are the entire princely house, and, in the order of their suffer- 
ings : Isabella, Don Cesar, Don Manuel. Beatrice. The 
immediate cause of the catastrophe, and the only pronounced 
ethical guilt, is the murder of Don Manuel by Don Cesar. 
But in this Don Cesar is largely a victim of circumstances 
for which Isabella and Don Manuel are primarily responsible. 
And this responsibility is an excess of caution, a deviation 
from the normal course of human conduct so great as to 
constitute a true " dramatic guilt," filling the reader and the 
spectator with "pity and fear," pity because the victims "do 
not deserve to be unfortunate," and fear because " they 
resemble ourselves," that is, incur the misfortunes through 
just such errors of judgment as we are liable to commit 
any day. 
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QUOTATIONS. 

"Schweigen und Geheimnis" in Schiller's 
Braut von Messina. 

11. 1-5 : Isabeüa. 

Der Not gehorchend, nicht dem eignen Trieb, 
Tret' ich, ihr greisen Häupter dieser Stadt, 
Heraus zu euch, aus den verschwiegenen 
Gemächern meines Frauensaals, das Antlitz 
Vor euren Männerblicken zu entschleiern. 

11. 6-9 : Denn es geziemt der Wittwe, . . . 

Die schwarzumflorte Nachtgestalt dem Auge 
Der Welt in stillen Mauern zu verbergen. 

11. 23-25 : .... doch mit ihnen wuchs 

Aus unbekannt verhängnisvollem Samen 
Auch ein unsel'ger Bruderhass empor. 

11. 105-10 : Verpfändet hab' ich deiner treuen Brust 

Mein schmerzlich süsses, heiliges Geheimnis. 
Der Augenblick ist da, wo es ans Licht 
Des Tages soll hervorgezogen werden. 
Zu lange schon erstickt' ich der Natur 
Gewalt'ge Regung. . . . 

11. 570 fl: : Donöesar. 

Entdeckt' ich dir, was mich von hinnen ruft. . . . 

Don Manuel. 
Lass mir dein Herz ! Dir bleibe dein Geheimnis. 

Don Cesar. 

Auch kein Geheimnis trenn' uns ferner mehr, 
Bald soll die letzte dunkle Falte schwinden. 

If here, where the mischief of secrecy is hinted at, there 
had been complete and frank utterance, Don Manuel would 
have recognized that Don Cesar's messenger had found the 
former's own betrothed, and the whole catastrophe would 
have been averted. 
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IL 585 ff.: DonCesar. 

Nicht Wurzeln auf der Lippe schlägt das Wort, 
Das unbedacht dem schnellen Zorn entflohn ; 
Doch von dem Ohr des Argwohns aufgefangen, 
Kriecht es wie Schlingkraut, endlos treibend fort. 
So trennen endlich in Verworrenheit 
Unheilbar sich die Guten und die Besten. 

11. 617 ff. : Don Manuel. 

Ich sehe diese Hallen, 'diese Säle, 

Und denke mir das freudige Erschrecken 

Der überraschten, hoch erstaunten Braut 

Dem Fremdling, 
Dem Namenlosen hat sie sich gegeben. 
Nicht ahnet sie, dass es Don Manuel, 
Messina's Fürst ist, der die goldne Binde 
Ihr um die schöne Stirne flechten wird. 

While none of the fateful words are usert in this passage, 
it shows in Don Manuel the inherent instinct for secrecy that 
haa already been revealed in his mother. 

11. 633 ff.: Chor. 

Ich höre dich, o Herr, vom langen Schweigen 
Zum erstenmal den stummen Mund entsiegeln. 
Mit Späheraugen folgt' ich dir schon längst, 
Ein seltsam wunderbar Qeheimni» ahnend ; 
Doch nicht erkühnt' ich mich, dir abzufragen 
Was du vor mir in tiefes Dunkel hüllst. 

11. 646 ff. : Warum verschleieret du bis diesen Tag 

Dein Liebesglück mit dieser neid'schen Hülle? 
Was zwingt den Mächtigen, dass er verhehle? 
Denn Furcht ist fern von deiner grossen Seele. 

11. 650 ff. : Don Manuel. 

Geflügelt ist das Glück und schwer zu binden, 
Nur in verschlossner Lade wird's bewahrt; 
Das Schweigen ist zum Hüter ihm gesetzt, 
Und rasch entfliegt es, wenn Geschwätzigkeit 
Voreilig wagt, die Decke zu erheben. 
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The whole passage is saturated with this seutiment, as 
shown in the phrases : 

das lange Schweigen brechen. 

Nicht mehr verstohlen werd' ich zu ihr schleichen. 

Wherein, to be sure, Don Manuel recognizes the danger of 
secrecy, but confesses how he has been dominated by it. 

11. 668 ff.: Chor. 

So nenne sie uns, Herr, die dich im stillen 
Beglückt, dass wir dein Los beneidend rühmen 
Und würdig ehren unsere Fürsten Braut.' 
Sag" an, wo du sie fandst, wo sie verbirgst, 
In welches Orts verschwiegner Heimlichkeit! 



Doch keine Spur hat uns dein Glück verraten, 
So dass ich bald mich überreden möchte, 
Es hiille sie ein Zaubernebel ein. 

11. 678-9 : Bon Manuel. 

Den Zauber lös* ich auf, denn heute noch 
Soll, was verborgen war, die Sonne schauen. 

[1. 703 : So stehen wir schweigend gegeneinander, 

No significance to the word here.] 

11. 731 ff. : Geflochten still ward unsrer Herzen Bund, 
Nur der allsehnde Aether über uns 
War des verschwiegnen Glücks vertrauter Zeuge. 

I. 745 : Sich selber ein Geheimnis wuchs sie auf. 

II. 757 : Nie wagt' ich's einer Neugier nachzugehn, 

Die mein verschwiegenes Glück gefährden konnte. 

11.767-8: Chor. 

.... Aho fürchtest du 
Ein Licht zu schöpfen das dich nicht erfreut ? 

11. 769-70 : Don Manuel. 

Ein jeder Wechsel schreckt den Glücklichen, 
Wo kein Gewinn zu hoffen, droht Verlust. 
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11. 771-2: Chor. 

Doch konnte die Entdeckung, die du fürchtest, 
Auch deiner Liebe günst'ge Zeichen bringen. 

11. 777 : Don Manuel. 

Schon eeit den letzten Monden Hess der Greis 
Geheimnisvolle Winke sich entfallen, . . . 

11. 787-8 : In dieser Nacht raubt' ich die Jungfrau weg 
Und brachte sie verborgen nach Messina. 

11. 793-4: Unfern vom Kloster der Barmherzigen, 
In eines Gartens abgeschiedner Stille, 
Der von der Neugier nicht betreten wird, 
Trennt' ich mich eben jetzt von ihr. . . . 

11. 858-60 : .... Was ihr vernahmt, 

Bewahrt's in eures Busens tiefem Grunde, 
Bis ich das Band gelöst von eurem Munde. 

11. 951 ff. : Chor. 

Noch hab' ich das Ende nicht gesehen, 
Und mich schrecken ahnungsvolle Träume ! 
Nicht Wahrsagung reden soll mein Mund; 
Aber sehr missfällt mir dies Geheime, 
Dieser Ehe segenloser Bund, 
Diese lichtscheu krummen Liebespfade, 
Dieses Klosterraubs verwegne That; 
Denn das Gute liebt sich das Gerade. . . . 

In these lines is fairly to be seen the key to the Dramatic 
Guilt, announced thus in anticipation by the Chorus. It is 
here not simple, indeed, but secrecy is foremost. 

To this significant utterance are added the following lines 
in the same scene : 



11. 970 ff. : Es endet nicht gut, 

Denn gebttsst wird unter der Sonnen 
Jede That der verblendeten Wut. 
Es ist kein Zufall und blindes Los 
Dass die Brüder sich wütend selbst zerstören 
Denn verflucht ward der Mutter Schoss — 
. . . Aber ich will es schweigend verhüllen, 
Denn die Bachgötter schaffen im Stillen. 
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1.986: Beatrke. 

Es schreckt mich selbst das wesenlose Schweigen. 

11. 1023 ff. : Und frühe schon hat mich ein fremdes Los 
(Ich darf den dunkeln Sehleier nich erheben) 
Gerissen von dem mütterlichen Schoss. 
Nur einmal sah ich sie, die mich geboren, 
Doch wie ein Traum ging mir das Bild verloren. 
, . . Und so erwuchs ich still am stillen Ort 
In Lebens Glut den Schatten beigesellt. 

11. 1052 ff. : Nicht kenn' ich sie und will sie nimmer kennen 
Die sich die Stifter meiner Tage nennen, 
Wenn sie von dir mich, mein Geliebter, trennen. 
Ein ewig Rätsel bleiben will ich mir ; 
Ich weiss genug : ich lebe dir I 

11. 1086-7 : Als ich aus des Klosters Hut 

In die fremden Menschenscharen 
Mich gewagt mit frevlem Mut. 

11. 1099-1101 : Nimmer, nimmer kann ich schauen 
In die Augen des Geliebten, 

Dieser stillen Schuld bewusst. 

Here is a piece of secretiveness on the part of Beatrice, 
which contributes its share to the catastrophe. 



[IL 1116 
1120 
1134 



Verbarg dich diese lange Zeit ; 

Nicht verborgen, etc. ; 

An allen offnen und verborgnen Orten, 



are without especial significance for the speaker'8 character/} 

1. 1148: Don Cetar. 

Nicht forschen will ich, wer du bist. 

is one of the fatal neglects of curiosity where it should have 
been exercised. 

IL 1162 ff. : Dein Staunen lob' ich und dein sittsam Schweigen, 
Schamhafte Demut ist der Reize Krone, 
Denn ein Verborgenes ist sich das Schöne ! 
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11.1216-20: Beairke. 

Jetzt versteh' ich das Entsetzen, 
Das geheimnisvolle Grauen, 
Das mich schaudernd stets gefasst, 
Wenn man mir den Namen nannte 
Dieses furchtbaren Geschlechtes. 

11. 1254-7 : Chor. 

Aber jetzt folgt mir, zu bewachen den Eingang 
Und die Schwelle des heiligen Raums, 
Dass kein Ungeweihter in dieses Geheimnis 
Dringe. . . . 
11. 1276 fl. : Isabella. 

So flieht der alte Hass mit seinem nächtlichen 
Gefolge, dem hohläugigten Verdacht, 
Der scheelen Missgunst und dem bleichen Neide, 
Aus diesen Thoren murrend zu der Hölle. 

11. 1286 ff. : Ja meine Söhne, es ist Zeit, dass ich 

Mein Schweigen breche und das Siegel löse 
Von einem lang verschlossenen Geheimnis. 

11. 1292-3: Don Cetar. 

.... Eine Schwester lebt uns 
Und nie vernahmen wir von dieser Schwester ? 

Here and in the following we find the reproach and the 
reproof of the unwise and uncalled-for course of the mother. 



IL 1298-9 : Don Manuel. 

.... Sie lebt, und du verschwiegest uns? 

Isabella. 
Von meinem Schweigen geb' ich Rechenschaft. 

11. 1327-9 : .... Ich vereitelte 

Den blut'gen Vorsatz und erhielt die Tochter 
Durch eines treuen Knechts verschwiegnen Dienst. 

11. 1352 fl. : ... Im Innersten bewahrt ich mir dies Wort ; 

Dem Gott der Wahrheit mehr als dem der Lüge 
Vertrauend. 
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11. 1360 ff. : So Hess ich an verborgner Stätte sie, 

Von meinen Augen fern, geheimnisvoll 
Durch fremde Hand erziehn, . . . 
. . . den strengen Vater scheuend 
Der, von des Argwohns ruheloser Pein 
Und finster grübelndem Verdacht genagt, 
Auf allen Schritten mir die Späher pflanzte. 

11. 1368-71 : Don Cesar. 

Drei Monde aber deckt den Vater schon 
Das stille Grab .... Was wehrte dir, o Mutter, 
Die lang Verborgne an das Licht hervor 
Zu ziehn und unsre Herzen zu erfreuen ? 

Isabella. 
Was sonst als euer unglückseiger Streit ? 

This is an inconsequent excuse which puts cause before 
effect. The daughter was to heal the strife. Nothing but 
ineradicable secretiveness could aecount for the mother's 
failure to see this, and for her pursuing such an illogical, 
unreasoning course. 

11. 1396 ff. : Don Manuel. 

Vernimm, o Mutter, jezt auch mein Oeheimnis. 
Eine Schwester giebst du mir .... Ich will dafür 
Dir eine zweite liebe Tochter schenken. 

11. 1445 ff. : Nur heute, Mutter, fordre nicht den Schleier 
Hinwegzuheben, der mein Glück bedeckt. 
Es kommt der Tag, der alles lösen wird, 
Am besten mag die Braut sich selbst verkünden, 
Des sei gewiss, du wirst sie würdig finden. 

Isabella. 

Des Vaters eignen Sinn und Geist erkenn' ich 
In meinem erstgebornen Sohn I Der liebte 
Von jeher, sich verborgen in sich selbst 
Zu spinnen und den Eatschluss zu bewahren 
Im unzugangbar fest verschlossenen Gemüt 1 

11. 1458-9 : Don Cesar. 

Nicht meine Weise ist's, geheimnisvoll 
Mich zu verhüllen, Mutter I 
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11. 1487 ff. : Es war des Vaters ernste Totenfeier ; 

Im Volksgedräng verborgen, wohnten wir 
Ihr bei, du weisst's, in unbekannter Kleidung; 
So hattest Du's mit Weisheit angeordnet ; 
Dass unsers Haders wild ausbrechende 
Gewalt des Festes Würde nicht verletze. 

11. 1533-5 : Es war ihr tiefstes und geheimstes Leben, 
Was mich ergriff mit heiliger Gewalt. 

11. 1549-50 : Don Manuel. 

Den Schleier hat er glücklich aufgehoben 
Von dem Gefühl, das dunkel mich beseelt. 

11.1558-60: Isabella. 

So unterwerf ich mich .... 

Der unregiersam stärkern Götterhand, 

Die meines Hauses Schicksal dunkel spinnt. 

11.1564-5: Wo ist mein Kind ?.. . Sie wissen alles 1 Hier 
Ist kein Geheimnis mehr t 



11.1601-2: DonCesar. 

Wie konnten Räuber aus des Klosters Mitte 
Die Wohlverschlossne heimlich raubend stehlen ? 

1.1636: Don Manuel. 

In welcher Gegend hieltst Du sie verborgen? 

I. 1637 : Isabella. 

Verborgner nicht war sie im Schoss der Erde. 

II. 1642-3 : Diego. 

Ich habe dir*s verhehlt, Gebieterin, 

Dein Mutterhera mit Sorge zu verschonen. 

11. 1651 ff. : Ich Unglückseliger, Hess mich bewegen, 
Verhüllte sie in ernste Trauertracht, 
Und also war sie Zeugin jenes Festes. 
Und dort, . . . 

Ward sie vom Aug' des Räubers ausgespäht. 
Denn ihrer Schönheit Glanz birgt keine HüUe. 
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11. 1664-8 : Ich hielt es für des Himmels eignes Werk, 
Der mit verborgen ahnungsvollem Zuge 
Die Tochter hintrieb zu des Vaters Grab 1 
Der frommen Pflicht wollt' ich ihr Recht erzeigen 
Und so, aus guter Meinung, schafft' ich Böses 1 

I. 1681 : Don Cesar. 

Das Kloster nenne mir, das sie verbarg. 

II. 1682-5: Isnbella. 

Der heiligen Cäcilia ist's gewidmet, 

.... liegt es versteckt, 

Wie ein verschwiegner Aufenthalt der Seelen. 

11. 1769-72 : Don Manuel. 

Auch in der Unschuld still verborgnem Sitz 
Bricht euer Hader friedestörend ein ? . . . 
Weiche zurück 1 Hier sind Geheimnisse 
Die deine kühne Gegenwart nicht dulden ! 

11. 1795-6 : Was ist Dir ? So verschlossen feierlich 
Empfängst Du mich ? 

11. 1814 ff. : Lerne mich endlich kennen, Beatrice ! 

Ich bin nicht der, der ich dir schien zu sein, 
Der arme Bitter nicht, der unbekannte, 
Der liebend nur um deine Liebe warb. 
Wer ich wahrhaftig bin, was ich vermag, 
Woher ich stamme, hab' ich dir verborgen. 

11.1833-6: Kennst Du mehr 

Als nur den Namen bloss von meinem Hause ? 
Weiss ioh dein ganz Geheimnis? Hast du nichts, 
Nichts mir verschwiegen oder vorenthalten ? 

1.1841: Beatrice. 

Du kennst sie ... . kennst sie und verbärgest mir ? 

1. 18t Don Manuel. 

Weh dir und wehe mir wenn ich sie kenne I 

11.1863-4: Beatrice. 

O unglückselge, traurige Entdeckung ! 
O hätt' ich nimmer diesen Tag gesehen I 
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1. 1870 : Gott ! Diese Stimme ! Wo verberg' ich mich ? 

11. 1882 ff. : Don Manuel. 

Was ahnet mir 1 Welch' ein Gedanke fasst 
Mich schaudernd? . . . 



Du warst .... bei meines Vaters Leichenfeier ? 



11. 1890 ff. ; Beatrice. 



Vergieb mir I Ich gestand dir meinen Wun6ch I 
Doch, plötzlich ernst und finster, Messest du 
Die Bitte fallen, und so schwieg auch ich. 
Doch weiss ich nicht welch bösen Sternes Macht 
Mich trieb mit unbezwinglichem Gelüsten. 

Ich war dir ungehorsam, und ich ging. 



11. 1997-9 : Chor. 



Aber nichts ist verloren und verschwunden 
Was die geheimnisvoll waltenden Stunden 
In den dunkel schaffenden Schoss aufnahmen. 

11.2032-3: Isabella. 

Wie ist mein Herz geängstiget, Diego I 

Es stand bei mir dies Unglück zu verhüten. 

11. 2036-7 : Hätt' ich sie früher an das Licht gezogen, 

Wie mich des Herzens Stimme mächtig trieb ! 

While the test-words are not found here, the consciousness 
of the fatal error in conduct is very clear. 

11. 2076 ff. : Nichts Kleines war es, solche Heimlichkeit 
Verhüllt zu tragen diese langen Jahre, 
Den Mann zu täuschen, den umsichtigsten 
Der Menschen, und ins Herz zurückzudrängen 
Den Trieb des Bluts, der mächtig wie des Feuers 
Verschlossner Gott, aus seinen Banden strebte I 

11. 2088-9 : Schilt oder lobe meine That, Diego t 

Doch dem Getreuen will ich's nicht verbergen. 
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11.2103-4: 

11.2115-6: 
1.2124: 

11.2191-3: 

1. 2246 : 

I. 2251 : 
1.2252: 

1.2309: 

II. 2471 ff. : 



II. 2551 ff. : 
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das aufgelöste Spiel 
Des unverständlich krummgevmndnen Lebens. 

Sagf an, und weder Schlimmes hehle mir 
Noch Gutes. 

Bote. 
Die Tiefverborgne fand dein ältster Sohn. 

Isabella. 

Diego 1 Das ist meine Tochter. . . . Das 

Die Langverborgne, die Gerettete, 

Vor aller Welt kann ich sie jetzt erkennen I 

Bealrice. 
Weh, weh mir I O entsetzensvolles Licht ! 

Unglückliche, wo habt ihr ihn verborgen? 
Chor. 



Weh, wehe I 



Isabella. 



Wen verborgen f 

Was soll ich hören ? Was verbirgt dies Tuch ? 

Don Cesar. 

Verflucht der Schoss, der mich 
Getragen ! . . . Und verflucht sei deine Heimlichkeit 
Die all dies Orässliche verschuldet I Falle 
Der Donner nieder, der dein Herz zerschmettert, 
Nicht länger halt' ich schonend ihn zurück. 

Lass mich im Irrtum ! Weine im Verborgnen l 
Sieh nie mich wieder. Niemals mehr. Nicht dich, 
Nicht deine Mutter will ich wieder sehen, 
Sie hat mich nie geliebt 1 Verraten endlich 
Hat sich ihr Herz. Der Schmerz hat es geöffnet. 
Sie nannt' ihn ihren bessern Sohn ! . . . So hat sie 
Verstellung ausgeübt ihr ganzes Leben 1 
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